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From Blueprint to Digital model
The Information Age, Archives and the Future of Architectural History*
The digital revolution has not only transformed the process of thinking and making architecture, but has also led to shifts for researchers in the field and the institutions that safeguard and interpret evidence of the architect's design process. As the rise of PowerPoint made it less cumbersome to view multiple images simultaneously, pioneering art historian Heinrich Wöfflin's more limited binary lantern slide presentation was effectively rendered obsolete. However, digital imaging and projection in the field brought risks as great as the new freedoms it afforded. The shift from a work environment dominated until recently by drawings on paper and architectural models (even as CAD was being implemented over the last 20 years) to one dominated by digital design and 3D modeling has irrevocably affected the ways contemporary architects produce and save their drawings as well as how they are stored and accessed in archives, how they are displayed, and how they are published. As technology has brought new horizons to the profes- # Sabatino in the domain of the archive, paper-based catalogues have given way to powerful digital databases that allow greater access to more materials. This has transformed the way historians retrieve or access architects' conceptual studies, preliminary drawings, working drawings, and models, as well as photographs and works in other media. Remote access to databases and online resources has also modified the frequency with which historians need to occupy the physical space of libraries in order to carry out their research. What is gained by remote access is lost in terms of socialization, intellectual exchange, and appreciation for compelling public spaces. (figs. 3-5) A reliance on computers instead of the drawing board has further shaped interaction in the realm of professional practice as well as education. 2 Whereas photographs from the recent past show architects and students still bent over their drafting tables, many also
show them collectively scrutinizing a computer screen. 3 (figs. 6-7) What interests me in this regard is the impact on design and research that these changes in the process of design have effected.
Histories of 20th-century architecture and urbanism have been greatly facilitated by access to architects' archives. These were initiated through the 20th-century by protagonists like Frank and 1971, attest to the architect's desire for control over the professional image.
Once the archives become public, and the protagonists or their heirs are no longer in control of the "image," historians and critics can re-evaluate the work with greater freedom and override the choices inherent in the self-presentation and self-editing process. For example, the "discov- Mitchell's comments point to the need for software and hardware "libraries" to preserve obsolete technology, and also the need for migrating time-based digital media to ever-new storage systems. Equally important are his observations about the "reconfigured eye" and "visual truth in the post-photographic era." 8 Mitchell has also drawn attention to the manipulation of reality made fig. 7, fig. 14 There are many such instances in which modern architects have strategically manipulated reality through the use of visual media. Walter Gropius and Kenzo Tange worked with the photographer yasuhiro ishimoto to "modernize" the Katsura Villa through strategic framing techniques.
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( fig. 13 ) They encouraged (or instructed) ishimoto to edit out the traditional pitched roofs of the villa in favor of an abstracted linearity that emphasized planar surfaces and structural clarity. The use of black and white photography contributed to the perception of the villa's stark structural purity. Dismissed by Manfredo Tafuri as "operative criticism" (criticism with an ulterior motive), this gesture finds parallels outside the realm of visual media and has been likened to the "sleeping beauty theory of nationalism" wherein the latent "modernity" of the historical building is activated. 12 Sketches, collages, and photomontages are critical in enabling researchers to penetrate the design process. 13 14 The web sites of architecture firms, which typically function as self-promotional tools as well as archives, offer a selection of past and current work. These, too, are carefully crafted and edited.
The work that architects choose to display on their web sites is strategically self-selected and edited, and access to photography commissioned by the architect or studio further influences the reception of the built work. The researcher whose task it is to critically assess the process and the finished work is not always able to extract it from so controlled a context. Even though the devices of design have changed, the task of the critic remains the same: to avoid being seduced by the blandishments of flattering representations whether these stem from self-editing for strategic, promotional objectives or simply reflect poetic license.
The rise of Building information Modeling (BiM), in which software like Revit is used to create a detailed three-dimensional computer model of the entire building and its systems, has made it possible for technical consultants (structural, mechanical, and HVAC, for example) to perform their services from the beginning of the design process. it is likely that in the future, contractors will be able to bring a laptop with interactive designs to the building site instead of the traditional printed construction drawings. Not only are the materials at the disposal of architectural historians increasingly "active," but the environments in which they are stored are changing.
Whereas Wright's and Le Corbusier's archives were stored in buildings they designed, such as Taliesin West and Villas Jeanneret and La Roche, the data stored on servers are not subject to constraints of place and can be accessed remotely; for the moment, only servers need to be hosted in real physical spaces.
The fact that storage media and the devices used to read and record them become obsolete technologically means that future access is a major consideration. The list of media that are already obsolete is staggering. To preserve examples, and to continually migrate the data to current forms of media and reading devices has become a fundamental challenge of archives and museums who collect time-based media in general. Not surprisingly, our new information age has generated a new architectural type: the mediatheque. Toyo ito's Mediatheque in 1932) -both of whom were trained to make hand drawings -reveals the role 3D modeling programs such as CATiA played in the production of more complex drawings and thus buildings.
What enables their work to take on greater complexity in the historic context of the profession is their reliance on the overlap of traditional and innovative tools of production. Unfortunately, no one has really assessed the difference between figures who were trained to draw by hand and do not operate digital design software themselves but "direct" its use in their offices, and those who themselves operate using exclusively digital design tools.
in order to tap into the cultural implications of this technological revolution and its relation to traditional means of representation, researchers in the field, architectural historians and critics, must be mindful of these changes in the production of architecture. So, too, must curators and museums of architecture address the fact that time-based digital artifacts pose entirely different display conditions and requirements than paper-based or analog design artifacts. increasingly, architectural exhibitions are comprised of virtual models or animations rather than handmade drawings and physical models. This does not imply that interest in analog artifacts has been 
